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KUCHIPUDI SCHOOL OF Dancy. 


by Prefemer Visca Apps Reo (1958) 
Dance had been, from ancient times, the most 


effective form of expression of the joy of life. In India 
this art had @evelopel and acquirel a refined technique 
as early as 500 BC. The earliest mom treatise in the 
art is the Natya Sastra of Bharata - comprehensive codi- 
fication of the general principles and technique as 
practised all over India, As time went on, the art had 


further develoned its forms, 


Indian dance was mainly of two types - religious and 


secular. The te mrle waSthe centre of the religious danca, 


“which was performed by deva-dasis as a form of worship. 


The order of the deva-edasis was highly religious and 

each one of them was leading an austere and $éedicated 
Ate. Secular dance was practised by professional women 
artistes, outside the temple. In course of time, the 
deva-dasi order deteriorated. The religious atMosphere 
of the temle md the standard and quality of the tharata 
Natya declined. A reference to this decadence of the art 
was made by Damodara Gupta in his book 'Kuttanimata' 

in the 8th century A.D. during the reign of Tayapala of 


Kashmir, 


Conseqduetly, a Movement to preserve the purity and 
quality of the art was started amd organised by schools 
and pundits well-versed in the arts of dance and music. 


Kuchipudi was the seat of one such organisation, 


Kuchipudi village is situated in the heart of the 
Krishna delta in the Divi-etaluk nearly a fifteen miles 
from Masulipatam, Srikakulam, the capital of the satae 


vahana Kings and Ghantasala, the famous Sea-port of the 


' 1958A\\ Lndia ; 
* Reed at, Dance Seminar, Sangit Natak Akadami New Delhi 
in 1958, : 


Andhra wmpire, are within a few miles of Kichipudi. This 
tract of land ws the seat of Anddra Culture from the 
3rd century B.C. right up to the 16th century 4D. 

The classical arts of dance and music flourished under 
royal patronage. The exquisite sculptures of samaravati 
Nagarjunakonda, thairavani Kona in the Nellore district 
the Undavilly Caves near Vij ayawada and Ramappa temples 
near Warangal, furnish us a vivid picture of the highly 
developed arts of dance and music, 

Treatises on these arts like Abhilashitartra 
Chintamani otherwise know as Manasollasa of Someswara TI 
Waster Chalukya king 1181 4.D.*rittaratnavali of Tayapa 
Nayaka 1253-54 4.D. Vasantarajeeyamu of Kumaragiri Reddi, 


and Sangita Chintamani of Pedakomati Vema of the 15th 


century A.D. were written in the Kakatiya and post-Kakatiya 


period, Particular mebtion may be made of Tayapa “Nayaka. 

We was the Gaja-Senani, commander of the Wlephant Forces, 
under Kakatiya Ganapati Deva. Tayapa belonged to the 
Divi-taluq in which Kuchipudi was situated. He was 

for some time (1213 4.D.) worked as a sirdar at Tamra 
Devapuri-Cheorolu, in the Gunture District. He was a 

great adept in the art of dance ard was the ete disciple 

of WNatyacharya Gundamatya. TeAta Rana the author of 
Sangita Raia mentioned that he made use of Teyapa's treatise, 
Nritta Ratnavali. A copy of this treatise in ‘agari characters 
wis found West Bengal, which indicates that the treatise 
was very popular and was used at many places outside. 
Audhna century Yrittaratravali descrives both classical 
and desin folk, dances like perani, Gorndli, chindu etc. 
Interest in dance incraased very much. in the post-Kakatiya 
period - psrticuaraylarly under Reddi kings, 4 famous 
terchar of the art of dance in this period was Vennalakanti 


Suryamatya, wo was known as modern tharatacharya. 


This clearly indicates that learned Zrahmins studied 


ee ere 


and taught classical dance, particularly to the Memvers 

of the royal family and to persons of high rank. Further, 
a critical axamination of the elaborate description of the 
various types of dance given by Palkuri ki Domanatha in 
'panditaradhya Charitra' shows that an dindigenous system 
of the art different from wat was describad in sSangacta 
Ratravali was prevalent in the Andhra country during te 
Kakatiya period - the 12th, 13th and 14th centuries, Ore 
importart feature of the temples of this period was the 
provision of a big polished stone 8lab called the ‘Balipita' 
fixed on the grourd just dshind the Nandi - the Bull- facing 
the presiding deity of the temle. aradhana Nrityas or 
ritual dances were performed on this 'Balipitha' on imporaanht 
occasions vy devaedasis, These ritual dances like Nava 


Sandhi nrityas were descrivad in "Nrittaratnavali" 


No wonder, therefore, that an organisation for the 
preservationof the purity of Tharata Natya was established 
at Kuchipudi and Brahmana Melas, in which ro woman was 
allowed to take part, were formed in contrast to the 
traditional Yattuva Melas. The most note-worthy feature 
of the Brahmana Melas was that 411 the Memooers led a pure 


religious life. 


It is not possible to state exactly wer this Movement 
was Started at Kuchipudi. The earliest historical reference 
about the *Brahmana thagavatulu of Kuchipudi" dated back to 
1502 A.D. in the reign of the Vijayanagara king, Vira 
Narasimha Raya. We find it mentioned in the Machupalli 
Kaifiat of the local records as follows: * A dramatic 
troupe of the Brahmana ithagavatulu of Kuchipudi, lying 
in the direction of Vinukonda and Bellamkonia, arrived at 
Viiayanagar during the reign of Vira Narasimha Raya. 

On request, they were askad to stage a play (Kelika). as 


the Xuchipudi Mela wis famous for its proficiency, Vira 
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Narasimha Raya wanted to witness the play along with the 
Queen avd the Members of the royal familyk and ordered 
the performance to be Ziven inside the palace. The troune 
improvised a feature play portraying ard exposing the 
misrule and maladministration of Sammeta Guravaraju of 
Siddhavatam, The king was very Much pleased and took 
immediate steps to set right the matter. * 


The Kuchipudi Brahmana Mela was an itinerant #troupe 
and entertained the perpls by enacting popular puranic 
stories and were keeping up the religious and devotional 
atmoSphere in the country. Further, as patriotic ard loyal 
citizens, they Were Shrewd obServers of the aiiairs oi the 
land and were intelligent and bold enough to boring them to 


the notice of the authorities in an artistic form, 


It ecm be reasonably assumed thst these itinerant 
artistes eracted stories from the Siva Puranas, the 
Ramanaya avd Mahabharata, After the spre?d of Vaishnavism, 
popular stories from the Havata Purana must h2ve Deen 
st°ged and in consequence these artistes were called 
“Ragavatulu", Thier missionary Zeal was very helpful in 
spreading the classical art of dance. The earlier form of 
darce-drama, c2lled “Bahu Wataka" by Somanatha, portraying 
the ten varieties of Siva Lleelas, gradually took shape as 
Yakshagana - a type of play common to many parts of India - 
‘Ialita' of Maharashtra, “Thavai*® of Guierat, "Yatra' of 
Bengal, 'Garndnrava Gana’ of Nepal, and 'Yakshagna' of andhra 


Karnataka and Tamiland, 


after the fall of the Vijayanagar wmpire, Kuchipudi 


Natgacharyas, along with other scholars ard pundits of 


Sears 
andhra, found patronage with the “Nayak kings of Tanjore. 
Achyutapna Naik (A,D,1561 - 1614 )provided nearly 500 
Brahmin famili>: each with a house, a well and a few acres 
a well and a few acres of cultivaole land. The Agraharam 
which was thus formed was named Achyutapuram, the modern 
Melatur, nearly ten miles from Tanjore. Giriraja the 
ancestor of Tyagaraja, Virabhadrayya - the famous musician 
and composer, Veena Vidwan Sornti Vankatasuobiah - fath or of 
Vankataramanayya, Who wis Tyag®raja's guru, and several 
learmed men had migrated from different parts of the 
Telugu country, about tris time, into the Naik kingdom ror 


patronage, 


Kuchipudi Brahmana Thagavatul: established themselves 
at Melatur and were enacting Yakshaganas in Telugu. Boasides 
these Brahmin artistes, a number of Raja WNartakis who had 
also migrated to the Souths, were patronised by the Tanjore 
Durbar ard were performing a variety of dances like 
‘Drupada't, 'Chaupada’, Padakelika' and Madana bala dyutam' 
as Mentioned in Raghunath aohyudayam of Vijaya Raghava Naik 
The famous Kavis and Kavayitris of the Tanjore “aik duroars 
were Telugus and composed Prabandhas and Yakshaganas. These 
Yakshaganas Were performed oy women artistes patronised 
vy the duroar, Side by side with the itinerant Brahmin 
Melas, troupes af itinerant dancing girls were enacting 
Yakshaganas - Tatikonda “atakam, Gangavataranam etc., 


mantioned in Prabhavati Praiyummam, 


During this time, Kuchipudi continued to be the great 
cultural and art centre and produced great composers and 
maSters in the arts of music 2d darnce- Kshetragna, Tirtha- 


narayana Yati and Siddherndra Yogi. 
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Kshetragna belonged to Muvva a village nearly two 
miles from Kuchipudi. Kshetragna, the greatest pada composer, 
travelled south and went to Tanjore. His unique rendering 
of Muvva Gopala Padams in Satwika abhinaya, in Vij ayaragh ava 
waik's durvar electrified the atmospahere ard revolutionised 
the classical dance of the south. The Rasabhinaya of 
Kshetragna was so eifective that the Brahmana ihagavatulu 


and Raja Nartakis took to it. 


Tirthanarayana Yati who had also migrated to the 
Tansore &xk district, composed in Sanskrit, ‘Krishna Leela 


Tharanginit - a classical tyne of Yakshagana. 


The intricate patterns of rhythm - the laya vinyasams - 
of tarangas were well suited for “ritya, and the artistes 
of the Thagavata Melas mastered the technique and taranga 
nritya continues to be a speciality in Kuchipudi dance. 
Narayana Thirtha composed a sort musical play called 
'parijatha Parana Nataka' in Telugu and dedicated it to 
Varadarajia Swami of Achyutapuram - the modern Melatur. 
The Manuscript discloses the fact thet Narayana Thirtha 
ety stayed in Melatur for some time, avout the close of the 


gaventeehth century, among the Bhagavata Mela families. 


at about this time at Kuchipudi siddhendra Yogi compoSed 
the 'Parijatha Harana' story into a unique type of dance-. 
drama avd taught the play to Kuchipudi artistes awd it evar 
remained as the vest item in the repertoire of the Kuchipudi 


schoole 


It is worthwile considering why Yatis ard Yogis 
associated themselves with the art of dance ard composed 
dance-dramas, The revival of Hiwiuism through the Spread q 
of Vaishnavism may be said to have started from the 
singing of the Gita Govinda by Taideo. In the centuries that 


followed, a number of singer - saints like Meera, Chaitanya, 


--Ton 


Tukaram, Kabir, Tulsidas and thadrachala Ramadas, continued 
to spread the cult of whakti among the masses of India. . 

a few of these 'Ministrels of God' introduced the dance 
element along with music, for 2 more eifective religious 
propaganda. The theme Selected for the danceedrama had 
been always 'Parijatapaharana' - the story of the intenss 
love of Satyabhama to Iord Krishna. The story is pregnant 
with rasa and bhava, because Satyavnama, being a 
'Swadhinapatika' wayikea, could command Lord Krishna and 
take liberties with him. In the esoteric Sense it is 

a fit subsect for the aiposition of Madhura wthakti - the 
yearning of tivatma to merge with Paramatma, The Vipra- 
lambha Sringara symbolises the troubles and tribulations to 


be gore through by the Tivatma in the attempt. 


As early as 1320 a.D, Umapathi of Barhut wrote this 
play in sanskrit, saint sankara Deva of agsam, composed 
the se-¥- story into a dance-drama, He tr@velled south and 
was proclaiming in his itinerary, that unless a saint 
could compose a dance-drama comprising of Krishna Leelas 
avd enact it himself, he wuld not attain salvation ani 
would not be a leader of a religious order. Tirtha Narayane 
Yati and Siddhendra Yogi significantly, composed Parijatha 


story into a dance-drama, 


Siddheyndra Yogi persuaded the Brahmin famili-s of 
Kuchipudi to take a vow by which every male Memoar of the 
families pledged himself to practise the art ard play the 
part of Satyabhama at least onca in his life time. Further, 
he was responsible for the issue of a copper plate grant of 
the village of uchipudi by Abdul Hasan yutuv Shah, Nawae 
of Golconda (A.D, 1672 - 1687) as an agraharam to the 
families which consecrated their lives to this classical art 


avd through the art, to religious propaganda. The oath was 
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honoured and the art was harded over from generation to 


generation. 


One of these families headed by Challa, Bagagavatan, 


Vasambhotiu, migrated from Kuch ipudi to the villsge of 


Kotakonda in the Pattikonda taluq of the Kurnool district, 


nearly two hundred ye°rs back, having been invited vy the 


Wawab. 


Sri Challa Fharatasastram, lIakshmayya of Kotakonda, 


who 18 now sixty years old, can enact the part of Satyabhama, 


To can also revler Tarangas in “Nritya and Astapadis and 


Ksh etragna padas, in abhinaya. 


sri Iakshmayya writes that 


there are Some differences in the technique and interpre- 


tation of Bharata Sastra between him and the present axponents 


of the art at Kuchipudi. 


The dance dramas mactai today by Kuchipudi artistes 


~ 


and vy the Melatur artistes are given below: 


Kuchipudi,. 
1. Fhamakalapam,. i. 
Ze Golla kalapam, Re 
3. Prahlada Charitram, 3. 
4. Tsha Parinayam, 4. 
5, Sashirekhaparinayam, Se 
6. Mohini Rukmangada. 6. 
7, Harischendra. Te 
8. Gayopakhyanam, 8. 
9 Ramanatakam, 9. 
10. Rukmini Kalyanam, 10, 


ii. 
12. 


Details about the authorship 


are giver in the appendix. 


All these are in Telugu. 


Melatur. 


Prahalada Charitram, 
Usha Parinayam, 
Rukmangada. 
Warischardra,. 
Markandeya. 

Sita Kalyanam. 
Rukmini Kalyanam, 
Dhruva Charitram, 
Kamsa Vadha. 
Fhasmasura Vadha. 
Sivarathri Vaiohavam, 
Golla hama. 


etc. of the Kuchipudi dramas 


among those of Melatur 


only the first few are played every year during the 


Vaisakha month. 


Sastry of Melatur, a senior contempora ry of Tyagaraia. 


They were all written by Venkstarama 


The 


texts of the dernce-drama, enacted before the time of Venka- 


tarema Sastry are not extant 


and the history of the dance- 


drema during thot paiod (1700 - 1800 4,D,) is yet to be 


ascertained. 


swerve 


The eee Kuchipudi Brahmana Melas came $ into 
contact with devaedasis ard Raja Nartakis at the various 
Lalintng and Samsthanams, The devaedasis oi the Vaishnava 
temples learnt Parijathapatharana WNatake from the Kuchi- 
pudi artistes and enacted it at temple festivals. But, 
the technique adopted by the devaedasis in the dancing of 
the daruvu, in the interpretation of the bhava oi the song, 
in the angikabhinaya of the descriptive verses, and the 
nritta of the various sabdas and tirmanams Slightly varied 


from that of Kuchipudi artistes, 


By constant observation of the different technique 
of the deva-dasis Kuchipudi artistes had adopted, in turn, 
mary forms from them but interpreted ther in their ow 
tradition, This intermingling of art forms resulted in the 
re-shaping of Pariiatanataka into ‘Thamakalapam', This 
transformation chiefly corsisted in the elaboration ot the 
character of Satyabhama, giving schope ior the complete 
interpretation of eight differert kinds of Nayakis described 
in ‘Alankara Sastra'. A critical observer could notice by 
comparing the differerces in the performarces of the 
Kuchipudi masters and the veteran deva-dasis like Perndala 
Satyabhama of Pithapur and Chittajallu Venkataratnam of 
Varemalli. 


Fhamakalapam was so popular in the Telugu country that 
Fharatacharyas of other districts had rot only learnt the 
art at Kuchipudi but had also writter thair ow versions of 
Thamakalapam, This is why the kalapam, performed in tha 
Vizeg snd Bobbili areas is different from teat of Kuchipudi. 
It is worth while to corsider bri fly the gvolution of the 
Dance-Drama = Yakshagana. Yakshagana was originally an 
old form of desidrama, written in desi-metres - 'Dwipada' 
'Kardam' and 'Seisam', and contained different desi-types 


of songs - like Yela, Dnavala, ard arthachandrike, The 
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adi Gee 


The composition was mainly descriptive in style. Only one 
artiste danced the whole story and interpreted the various 
characters. In the next stage, tw primry characters - 
one Male and one female correspording to Singi ard singadu 
were introduced. Then came the clowm and fortune-teller 
'Yerukala sani’, The Vakshagana of the soloetype thus 
develoved into a regular dramatic form containing a number 
of cheracters with distrinct parts of their ow. Kuctipudi 
artistes eMbellished the drama further by introducing 
classical dance forms - Sabdas and daruvus - into it in 
order to give full scone to the four types of aihinaya. 
This wes the type of the ‘irst dance-drama enacted voy 
Frarota Muni in India Sabha t» eelevrate Indra's victory 


over Danavas. 


t aining of Ku di artistes. 

Te members of the Kuchipudi Brahmana Mela were given 
a broad cultural education in Sanskrit and Telugu. They 
were taught harata's Natya Sastra, Nanmiikeshvara's 
Abhinaya Darpana, and dhanudatta Misra's Rasamanj ari. 
They underwent a thorough disciplined and rigorous train- 
ing in nritta, nritya and abhinaya. Further they were 
given a gooi basic training in musical theory and practi cee 
The-five-diffevernt-types) with particular reference to 
the five different types of daruvus. 


4 special feature of Kuchipudi technique wes the rendering 
of the prose passages in angikabhinayae For the saodas 
or ‘sollukattu' were executed melodiously in tune with 
the sruti in the raga of the song. The 'vachikabhinaya' 
in general, brought out the meaning ard thava of the 


sahitya. 


Te erchestra consisted of a mridanga ard flute. 
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A wind-vag (thithi) with a mouth piece and a reed ws used 
as a drone or sruti. This equipment and training, I 
believe, has a geyeral resemblance to that of the 
Melatur artistes. In this connection, I may mention that 
I had the gool fortune of meeting Shri Tharatam Nallur 
Nerayanaswami Iyer, a di sciple of the great natyach arya, 
Melatur Watesa Iyer. He mew Telugu very Well. He was 
good enough torender a few padams of Kshetragna in 
abhinaya. The points he ws mentioning about the dance- 
drama art, about the peculiarities of Kehetragna padams, 
the quotations giver from *Abhinaya Darpana’ and 
*Rasamanj ari' were exactly the same as those which the 
vetern Watyach arya Vedantam Lakehminarayana Sastry of 
Kuchipudi had been telling me. This striking similarity 
was very Suggestive and I concluded that_the two 


raditions ical Nee 


I give some more interesting features of the Kuchipudi 
dance-drama &rt which appear to Me to be in general 
agreement with the practice at Melatur,. 

Kuchipudi artistes have a good repertory of dance-dramas 
The themes are similar to end identical with those of 
Melatur. All the dramas are ir Telugu though the 
authors are differert. The dramas contain mainly daruvus, 
ard verses written in good style and diction. 

The Kuchipudi Brehmana Melas are touring troupes, 
and their stage is a simple one, improvised for the occasion 
urder a flat thatched pandal, in front of the temple of 
the village. The sgspectators sit on the grourd under the 
Open sky and witness the play throughout the night 
(10 P.M. to 4 AM.) An aesthetically designed, colourei 


curtain is held across the stage by tw young men. Two 
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washermen of the village stand on either side of the stage 
and hold torches fed by castor oil. This pmwvides the 
lighting for the stage. ‘n irflamable resin power - 
*guggilam' - is thrown on the torches to provide a sudden 
flash of light to enhance the dramatic effect at particular 
Moments during the play, for example, on the try of an 
improtant ch eract er ffom behind the curtain. Th= dropping 
of the curtain and the throwing of the power are simul- 
teneous and synchronise with the sudden burst oi the 
orchest @ Singing out the pravesha daruvu ~ the song 
proclaiming the entry of the character on to the stige. 

It my be interesting to note that the character intro- 
duces himseli or herseli, Behing the actors, just close 
to them, stand the meMbers that play the orchestra which 
consists of a mridangam, a flute, sruti and two backeground 
Singers, The leader of the troupe keeps time with 

cymbals in hard and corducts the play. ae possesses an 
outstarding personality and according to tradition, is well 
versed in 'mantrasastra’'. He is ever alert to ward off 


the evil eye cast on the performing artistes, 


It is interesting to note th2t the composition of the 
orchestra described 2 bove is ne’rly the same as that of the 
Wattivea Melas described by Palkuriki Somanatha of the 13th 
century, and by Srinatha of the 15th century. Palkuriki 
Somanatha also mentions the simple stage ard the single 
curtain held vy two persons. Srinathe mentions that the 
Watyacharya who conducted the Natyaemela held a cane in 
his hand ('Vetra Hasta'), This tradition is followed at 
Kuchipudi. The leader of the party holds a cane with a 
prominent berd and acts the mle of Madhavi, the friend 
of Satyabhama, 
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Special features of Kuchipudi. 


Thamakalapam heads the list. It is a Sringara Kavya - 
@ practical exposition of Yatya, Sangita and Tala Sastras, 
all in one - 80 declares Siddhendra Yogi, the autror,. 
It contains nearly eighty darus, each ending in an intricate 
nritta called 'Tirmanam' with veautiful foot work ard tala 


play. 


After introducing ha@self, Satyabhama descrives the 
Philosophic significance of the ‘jada’ an artificially 
knotted hair, glittering in variegated colours, and throws 
it over the curtain from behind, It is a challenge and an 
invitation to ary veteran present in the audiece who wants to 
dispute her proficiency int ea the technique of the art. 
If vanquished, the ‘rada' will be cut, to her utter 
humiliation, avd carricl away as a trophy. The main theme 
is the Vipralambha Sringara of Satyabhama in all its 
logical Sequence as ew elaborated in Sastra. _The leader of 
the party, Madhavi, plays the humorous role and keeps up 
popular interest. "is humour is very subtle. He 


personifies *Atma Viveka’ ~- wisdom of the inner Self. 


Gollakalapam_ is mother speciality. It is a philo- 
sophical dialogue detween a Milk-maid ard and a Brahmin, 
A good profieiency in sanskrit is required tor ender the 
passages correctly ard with effect. It is not a regular 
story but a discourse or various cultural topics like the 
futility of the elaborate ritual yagna, the superiority of 
*WYanasika Yagna', ideal family life and 'Pindothpatti - 
Zarma'kKrama' - the development of the embryo. It is a 
social satire ard is mo e of an educatiom than an 


entertainment, The milkmaid argues that she is rot 
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inferior to the Brahmin in culture, mowledge, eruditior, 
ard dignity, ard that a mn is born as @ ‘Sudra' ard 
acquires brahMin-hood aft r initiation. 


Very interesting dances in Vinayaka Tala of 72 
matras and in Simhananda Tala of 108 matress were practised 
by the old masterS of Kuchipudi. At the ed of these dances 
the gk figures of Vinayaka and a lior respectively, are 


left on the ground. 


Another peculiar feature of the Kuchipudi School is 
the ability to put on ‘'Pagati VeShamulu' - fancy dresses 
during the day tome and display, with considerable humour, 
911 tre phases of social life. The portrayal of the 
administration of the country by Partulu ard Pathan on 
the last day, is the crowing feature of the series of 


daily stows extending over a fortnight. 


*Gareadi Vesham' - the magician - is another inter-sting 
item of the 'Pagati Veshamulu'. Dadinamma VeSham and ‘'Balinta 
Vesham are two More special features of Kuchipudi art. 

(Dadi Ayah, Balinta woman wo had recently delivered) 
¥ u 

The make-up of the Kuchipudi artistes is not elaworate. 
A single coloured paint 2nd power, appropriate to the 
character, is used. Before the advent of the modern 
make-up material, the required paints, colours and powlers 


were prepared from the mineral ard vegetavole sources availuble 


The king wears a beautifylly designed crown and 
ornament ed Shoulder covers - ‘Bhuia Keertulu'. The decora~ 
tion of Satyabhama is elaborate. Yer ornaments are many 
She wears differert Sets of ornaments on different days 
of the week. TheSe are the replicas of the ornaments 
worn by the queens of society. They are made of light 


wood and de decked with brilliant coloured paper. 
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Music. 

The musical tradition of Kuchipudi is classical. 
XKshetrayya of Muvva, rear Kuchipudi, was the compoSer of 
paiams of high musical value. Ye was the 'Vaggeyakara' 
who gave a dif definite and beautiful shape to the rakti 
ragas of Karna tic music, Tirtha Narayana Yati was 


another classical composer in Karnatic music. 


eleswarapu Subbiah and Hari Ramayya were the famous 
musi ci ans that lived about seventy or eighty years back. 
Veena Sambanna of Mysore wis very Much pleased with the 
veena performance of Hari Ramayya ard took him to Mysore. 
The performance of Ramayya in the Mysore Durbar ws much 


appreciated and the Maharajah suitably honoured him. 
inent nents of Kuchipudi School. 


The geneologies of the natyacharyas and ‘Vidya Gurus' 
of Kuchipudi are not krow completely. some iniormation 
about them during the last 120 years is availavle 

Pasumarti Sitayya was a great scholar, sutradhar, and 
Vidya-guru. Chinta Venkataratnam and Venkataramayya were 
his pupils. The elder brother, Venkataratnam ws a great 
Scholar to Vela and Vedanta and ws famous in portraying 
‘narada Mah arashit, The younger orother, Venkataramayya 
who was enacting the part of Satyabnama, latterly specialised 
in danceedrama technique. Ve brought into prominence the 
*Veedhi’ Yatakamst - dance-dramas - played by the artistes 
of the previous generations. He Yavivied and reformed 
them, gave a new shape to the rendering of the sabdas ard 
darus and mide the dance-drama very attractive ard 
popular. Some of the *Sabdas' introduced by him were 
those composed in praise of Pratapa Sitha ard Damera 


Timmendra Kumara Venkatendra of Kalahasti. 


Chinta Krishnemurty, the Son of Venkataramayya, is 
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the only active organiser of the Kuchipudi school who is 


now trying to keep it alive. 


among those that protrayed Satyabhama, Chinta Narayanee 
murty was the best and held the palm. He wa8 the most 
famous exponent of Kshetragna pafiams. Vempati Venkata- 
nara yana ard Vedantam Iakshminarayana Sastry also won fame 


as very good actors of the character of Satyabhama,. 


Peddibhottla Dasaradh aramayya (1850 aD.) was the 


pioneer in the art of ‘Pagati Veshamulu’. 


Among the present generation, Vempati Sat yam, who 
earned a name in the role of Satyabhama went over to 
the Cinema. Vedantam Raghavayya and Pasumarti Krishna- 
murty who were adepts in enacting the darnce-drama 
Usha Parineyam are also working 9 darce-directors in the 
cinema field. Thandava Krishna, M.a,, who underwent 
training under Vedantam lakshminarayana oastry ami studied 
the history of Kuchipudi art, is now employe as a teacher. 
Ma Kuma ri M,Kanchanamala, Bea, of Masulipatam, learnt 
Fhamakalapam under Vedant am Lakshbinarayana oastry, ovtainal 
@ Government of India scholarship, ard learnt Tharata 


Watyam under Natyacharya Chokkalinga Pillai in Madras. 


Wataraja Ramakri shna, BeAes an All-round dance artist> 


had some training urder the late lakshminarayana Sastry. 
' 


The Lalita Kala Samiti of Kuchipudi is 4 registered 
body. It is celebrating annually, for the last eight 
ye2rs, Siddherdra Yogi Festival, tor five days, and 
enacting dance-dremas in front of Ramalingeswara Swami, 


the presiding deity of Kuchipudi. 


Before I conclude, I wuld like to state that the 
dance-drama is the best form for demonstrating the 
essential principles of Yatya Sastra, Tharata Muni 
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demonstrated Yatya for the first time in the form of 
dance-drama, in Indra Sabha, Danceedrama is a source of 
eiucstion as well as recreation. It has a high culturel 
valua, giving scope for the display of various emotions 
that touch the heart. This original ard ancient form of 
Watya was widely practised for a long time as the form of 
national art. It is classical in style. In spite of 211 
this, it is strange that it is eonsidered only as a 
tradition, whereas, the Secular Solo-dances - iharata 
Wataya and Keathak ~- are mentioned as important classical 
styles. I do not mow why the dance-dramas playel _ 

by the Brahmana Melags gf Kuchipudi and Melatur are not 
Fecognised as classical. I am glad thet at least 
Kathakali, the dance-drama of Kerala, is mentioned as a 
classical type - though it is a type of dumb Slow without 


any vwachikabhinaya. 


During the last one hurdred years or More, the 
Treligious beckegrournd of Watya had been ignored by the 
potertates of the country, who patronised Raja WNartakis 
(Solo dancers) AS a conSequerees the classical dance-drama 
was neglected by the elite of the society also and nearly 
gorgotter. Scholership and learning delcined ard tha 
quality of the art deteriorated. The economic condition 
of the few artistes that are st:11 harging or to this art at 
Kuchipudi, is distressing. They have to ve encouraged and 
helped to improve their art. A liberal subsidy my be 
granted. Steps have to be taker to spend the amount 
according to plan», underthe auspices of the andhra Pradesh 
Sangecta Nataka akademi, 
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Talented young mer ard wer with tre required quali- 
fications have to be treined at “Mchipudi in the 
darnce-drama technique. Correct texts of the dance-dramas 
have to be prepared by collating all the available 
copies. The technique and art of the surviving old 


veterans has to be preServed by filming and t»perecording. 


I fervently hope that immediate and exctive steps will 
be initisted for the revival and development of the 
dance-drama at Kuchipudi by the Sangeet Natak akademi. 
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APP WDIX, 
DANCY - DRAMAS, 


*1,. Fhama Kalapam, 


2. Golla Kalapam, 


3. Prahlada Craritram, 


4. Sashirekha Parinayam,. 


5. Mohiri Rukmargada, 


6. Usha Parinayam, 
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By Sidhendra Yogi. 

The original text has veen 
very much altered. Various 
Versions in manuscript are 
available. 

By chagavatulu Ramayya. 

This w2s composed eighty “peuns 
back, Ramayya was a profound 
Sanskrit scholar, The text 
is available in manuSe “int. 
There was an old version 
called 'Oora Golla Vesham' 

in which the humourous 
character Sunkara Kondayi 
appears. 

By Tirunarayanach aryulu 

who lived one hundred years 
back. This is printed about 
sixty years vack, 

By Vallavhaneni Chowlari of 
Golivepall:i, Gudivada taluq. 
This ws written avout forty 
years ago, ard printed, 

By Beta Fhagavants Rao of 
Nuzvid. 4 recent composition; 
cortains songs. This is 
printed. 

By Chidambara Kavi of Palanadu. 


This is also printed. 


7, Warischandra Vatakam, 


8. Gayopakhnayanan, 


9, Rama Watakam, 
Uttara Rama Charitram, 


10, Rukmini Kalyanan, 


It was an old composition. 
By Vallabhaneri Ramakrishrayya 
of Golivepalli. Printed. 


It wes an old composition. 


It was an old composition. 


OTH3R COMPOSITDONS, 


11. Kuruvanii. 


12. Dadinamma, 
13. Balinta Vesham, 


Singi and Singadu are the two 
characters - wife and husband, 
4n old form of dance-drama, 
Story of a @hola Princess, 
The story oi the first 


confinement of a young woman. 


See in the next pages: Article 2 on - KUCHIPUDI SCHOOL OF DANCE: History of 
Development, Contribution of Siddhendra Yogi and Thirthanarayana Yathi — Its Features 
and Differences from the Bharatha Natya Now Prevailing. Prepared in 1962 
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1X0 CHIP DI ScHOOL OF DANCE 
Wistory of Develbrnents Conrrbution af Siclhendra Yogi and Thirlka- 


YoT - \ts Features an Digewnt, krom The Bhoha nahya 
by Prof. wien Rng 


Dance is the best expression of the joy of life. It 
reached a high standard of development in India even 
before the beginning of the Christian Era. The earliest 
known treati8@on Bharata Natya is the Natya Sastra of 
Bharata. 


Dance was of two varieties- Religious and Secular. 
Religious dance was practised by Deva-dasis and was con- 
fined to the temples. Secular dances were performed by 
professional women dancers, ‘The purity and the high 
technic are the art of dance was not kept up by the profe- 
ssional women. Consequently a movement was started by 
scholars and pandits to maintain the high quality of dance 
by about 1,000 A.D. One¢ centre of this movement was Kuchipudi. 


Kuchipudi is in the Divi Taluk of Krishna District. It 
is situated in the tract of land which had been the seat of 
Andhra Culture from the time of Satavahanas 300 B.C. right 
up to the 16th Century A.D. 


Kakatiya kings patronised the art of dance. Gundamatya 
was a faméus scholar and art teacher in the reign of Kakatiya 
Ganapathi Maharaj of the 12th Century A.D. Gundamatya was 
deputed by the king, to teach Jayapa Nayaka, the Commander of 
the elephant corps, the art of dance. Jayapa Nayaka became 
a great adept in the art and wrote the standard treatise 
on Bharata Natya -AWritta Ratnavali. It gives a complete 
description of the forms of dances both ritual and secular 
that were in vogue in the 12th century. For example, Bhujanga 
Trasa, Talapushgpa puta, Bhuchari, Akasa Chari, Angahara 
Nritya, Sapta Tandavas ete. All these illuste&te the 
various types of Sastriya dance of the times. During thése 
times, the artisites enacted, the Dasa-vidha Siva Leelas 
Natyas and short themes of some famous stories in Ramayana and 
Mahabharata were aiso practised. 


x Paper Preferred in 1962- 
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It might be inferred, that the tradition of classical 
dance of above type flourished at Kuchipudi, during the 
and the thirteenth centuries, Brahmana Melas formed at the 
Kuchipudi Centre had evolved their art out of the above 
Classical trad&étion., No women were allowed té@ take part 
in these Melas, The members of the Brahnana Melas led a 
pure and religious life. They were given a broad cultural 
education in Sanskrit and Telugu. They were taught standard 
treatises on Bharata Natya, Music and Alankara Sastra and were 
given thorough practical training spread over a number of 


years. 


It is not possible to state exactly when this movement 
of Bahmana Mela was started at Kuchipudi, The earliest 
historieal reference about the Brahmana Bhatavatulu of Kuchipudi 
dates back to 1506 A.D., in the reign o: the Vijayanagara 
King, Vira Narasimha kaya. We find it mentioned in the 
Machupalli Kaifiat of the local records as follows: # 
"aA dramatie troup of the Brahmana Bhagavatulu of Kuchipudi 
lying in the direction of Vinukonda and bellamkonda, arrived 
at Vijayanagar during the reign of Vira Narasimya Raya, On 
request they were ordered to stage a play." 


As the Kuehipudd Mela was famous for its proficiency, 
Vira Narasimha Kaya wanted to witness to play along with 
Queen and the members of the xymik family inside the 
palace." Evidently the Kuchipudi Brahmana Mela was an 
itinerant Troupe and entertained the people by enacting 
popular pufanic stories and were keeping up the religious 
and devotional atmosphere in the country. 


Atter the advent of Visimavism, stories from the 
Bhagevata Purana were enacted by these itinerant troupes. 
AS @ consequence these artistes must have been called Kuchipudi 
Bhagavatulu or Kuchipudi Bhagavata Mela, One cannot say 


23 


-3- 


‘ 


what exactly the form of dance--drama was,it must have deve- 
lopped from the folk or the desi-type into what is called now 
Yakshagana. 


fhe Kuchipudi artistes and scholars were being patronised 
by the Vijayanagar kings. After the fall of Vijayanagar, 
these scholars and troupes migrated to Tanjore and established 
themselves in the village, Achyutapuram near Tanjore.-- An 
Agraharam gifted by Achyutappa Naik, King of Tanjore. It is 
now called Melatur. At this place the Brahmana Melas continued 
to enact their traditional dance-dramas, like Prahlada Charitra, 
Mohini Rukmangade, Harischandra and Rama Nataka. 


During this period, that is roughly from 1560 to 1660 A.D. 
Muchipudi continued to be a great cultural and art centre and 
produced great composers and masters in the arts of dance and 
music - Kshetragna, Tirthanarayana Yati and Sidhendra Yogi. 
Among these, Sidhendra Yogi gave a new turn to the existing 
art of dance and had become the founder of what we now eall 
the Kuchipudi School of dance. 


He composed the Parijatha Harana story into a unique 
type of dance-drama and taught the play to Kuchipudi artistes 
and it even remained as the best item in the repertoire of 
the Kuchipudi School. 


Parijathaharana is the story of the intense love of 
Satyabhama to Lord Krishna. The story is pregnant with Rasa 
and Bhava. Satyahhama being a Swadhina Pathika Nayika, could 
command Lord Krishna and take liberties with hin, 


In the esoteric sense it is a fit subject for the exposition 
of "Madhura Bhakti' - the yearning of Jivatma to merge with 
portrays 
Paramatma. The Vipralambha Sringara Rutxexyx the troubles and 
tribuflations to be gone through in the attempt by the Jivatma. 
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Some interesting points about Kuchipudi dance-drama 
may be given now. ‘heir stage is a simple one, improvised 
for the occasion under a flat thatched pandal, in front of 
the temple of the village. The spectators sit on the ground 
under the open sky and witness the play throughout the night 
(10 pom, to 4 A.M.) An aesthetically-designed, coloured 
curtain is held across the stage by two young men. Two 
washermen of the village stand on the either side of the 
stage and hold torches, fed by castor oil. This provides the 
lighting for the stage. An inflammable resin powder - 
Guggilam' is thrown on the torches to provide a sudden flash 
of light to enhance the dramatic effect at particular moments 
during the play, for example, on entry of Satyabhama from 
behind the curtain. The dropping of the curtain and the 
throwing of the powder are simultaneous and synehronise with 
the sudden burst of the orchestra singing out the Pravesha 
daruvu, proclaiming the entry of the character on to the 
stage. 


It may be interesting to note that the character intro- 
duces himself or herself, Behind the actors, just close to 
them, stand the members that play the orchestra which 
consists of a mridangam, a flute, sriti and two background 
singers, The leader of the troupe keeps time with cymbals 
in hand and conducts the play. He possesses an outstanding 
personality and according to tradition, is well versed in 
mantrasastra, He is ever alert to ward off the evil eye 
cast on the performing artistes. 


As time went on new forms of dance-dramas were composed. 
One of them is Goliakalapam. This is another speciality of 
Muchipudi, It is a philosophical dialogue between a milk- 
maid and a brahmin. A good proficiency in Sanskrit is 
required to render the passages correctly and with effect. 
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Sidhendra Yogi persuaded the families of Kuchipudi to 
take a vow by which every male member of the families pledged 
himself to practise the art and play the part oi Satyabhama 
at least once in his life time. Further, Sidhendra Yogi was 
responsible for the issue of a copper plate grant of the 
village of Kuchipudi by Abdul Hasan Qutub Sdhah, Nawab of 
Gokkonda (1672-~1687 A.D.) as an agraharam to the families 
which consecrated their lives to thids classical art and 
through the art, to religious propaganda, The oath was honoured 


and the art was handed over from generation to generation. 


As already stated Sidhendra Yogi very much improved the 
content and the form of dance-drama, Parijatha harana Nataka 
was more classical and contained the essentials of Natya 
Sastra, Sangita Sastra and Tala Sastra. As time went on, 
the itinerary Kuchipudi Bhagavatha Melas came into contact 
with the per ormanees of Deva-dasis and Raja-Nartakies in 
various temples and Darbars. Consequently, the art of Kuchi- 
pudi school underwent slight modifications and variations. 
Particular mention has to be meade of the great influence an 
the art of dance throughout South India by the singing and 
dancing of Muvva Gopala Padams by Kshetragna. As a result 
the character of Satyabhama in Parijathapaharena Nataka was 
modified giving scope for the complete interpretation of the 
eight types of Nayakies described in Alamkara Sastra. Thus 
the original form of Parijathapaharana Nataka containing a 
number of characters featuring in the story has been modified 
to contain chiefly two characters - Satyabhama and Madhavi. 
The whole thing became a Kalapam of Satyabhama and thus the 
Parijathapaharana Nataka came to be known as Bhama Kalapam, 
The leader of the party takes a role of Madhavi, a friend and 
conscience keeper of Satyabhama, and in the esoteric sense 
Madhavi represents Atma-viveka. 


26 


-6- 


It is not a regular story but a discourse on various cultu- 
ral topics, like the futility of elaborate ritual yagna, 

the superiority of Manasika Yagna, ideal family life and 
Pindothpathi Krama - development of the embryo. It is a 
social satire and is more of an education than an entertain- 
ment, The milk-maid argues that she is not inferior to the 
Brahmin in culture, knowledge, education and dignity, and that 
aman is born as a Sudra and acquires Brahminhood after imkt 
initiation, 


Make-up: The make-up of the Kuchipudi artistes is not 
elaborate. A single coloured paint and powder, appropriate 
to the chara ter is used. Before the advent of the modern 
make up material, the required paints, colours and powders 
were prepared from the mineral and vegetable sources available. 


The king wears a beautifully designed crown and orna=- 
mental shoulderg-covers - Bhuja Keertulu. The decoration 
of Satyabhama is elaborate. Her ornaments are many. She 
wears different sets of ornaments on different days of the 
week, These are the replicas of the ornaments worn by the 
queés of society. They are made of light wood and bedecked 
with brilliant coloured papers. 


Musgicit-- The musical tradition of Kuchipudi is classical. 


Tirthanarayana Yati belonged to the East Godavari District 

- Kuechimanchif{ vari Agraharam of Amalpuram, He was a great 
devotee of Vedadri Narasimha Swami. He took the Ashramam 

of Yati, while young. Studied Sanskrit and the arts of 
music and dance and migrated to the Tanjore District. He 
also composed a short musical play- Parijata Harana Naraka 
in Telugu and dedicated it to Varadaraja Swami of Achyuta- 
puram - the modern Melatur. He finally settled dow at 
Varahur, situated on a tributor,of the Caveri. There he 
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composed in Sanskrit the most reputed Yakshagana - Krishna Leela 
Tarangini. He said to have sung and danced in ecstasy 

the Tarangas before the God of the Varahur temple. The 
intricate patterns of rhythm - the laya vinyasams and 
particularly the sabdams given at the end of the charanams of 
some of the Tarangas, were very well sku suited for Nritya,. 

And the artistes of Kuchipudi mastered the technique of 

Taranga Nritya and ever since it continued to be a speciality 
of the school, 


DIFFERENCE BETWEEN KUCHIPUDI DANCE AND THE 
BHARATA NATYA OF TO@AY. 


Thed dance of Kuehipudi school is essentially that of a 
dance-Arama, which was originally demonstrated by Bharata 
Muni, as the form of Natya ~ the dance drama which peut 
comprises all the elements of Natya - Vachaka, Angika, 
Aharya and Satvika, is a source of education as well as 
recreation, It has a high cultural value, giving scope for 
the display of various emotions that touchég the heart. 
Particular mention has to be made that the role of all 
female characters was taken up by men. 


Bharata Natya of/ to-day ike of yore recent origin - 
nearly 120 years, The items - Alarippu , Jatiswaram, Sabdam, 
Varnam, Padam and Tillana follow a logical sequence and 
show how the art of dance is developed thoaugh Nritta, 
Nritya and Abhinaya. These items have no relation one with 
the other in content. Every ene item is complete in itself 
and provides a short and sweet entertainment of high quality. 
This Bharata Natya scheme was composed by Vadivelu and his 
brothers in the Tanjore Darbar. Generally, only one young 
female artiste performs all the items. 


In recent years Kuchipudi artistes were also giving 
entertainments which were like the above, and comprised 
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otf Taranga matty particularly Balagopala Taranga, Muvva 
Gopala Pada ¥ abjnaya, Tillana and Dasavatara Nritya. ‘This 
entertainment began with Pushpanjali and ended with a Tillana. 


Efforts are being made to revive the glory of the Kuchipudi 
art. The Andhra Pradesh Sangeet Natak Academy is taking the 
lead in this matter. Sri Chinta Krishnamurty, the leader of 
the Venkatarama Natya Mandali of Kuchipudi is giving perfor- 
mances with his troupe. Sri Vedantam Satyanarayana who takes 
the part of the prominent female role has been the recipient 
of the President's Award in 1961. 


29 


30 


